and when does silence become complicity (Bacigalupo 2013) . 2 The story is art and imagination, of course, but it is based on the experiences of those who testified before the Peruvian Truth and Reconciliation Commission (2001-2003) . 3 Young girls like Maria Josefa were captured, tortured and gang raped, their dead bodies were attacked and mutilated.
The play received very strong support and reviews, and was well attended.
According to one critic, La Cautiva was the very 'best political, historical, and poetic theatre of our times', 4 'a play that does not make us watch a pornography of violence to raise awareness, but that subtly and poetically makes us question the "human condition, and Peruvian history"', according to another.
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I will use this play and its reception to raise a series of questions with regard to collective memory, symbolic reparation, and historical divisions in contemporary Peru -including divisions that run along socio-economic, racial and gender lines. I am specifically interested in the memorial arts; cultural practices that help recognise and respect populations affected by certain gross violations of human rights. Within transitional justice discourses, such commemorative arts are seen as 'symbolic reparation'. Symbolic reparations may not replace economic reparations, nor criminal justice, but faced with the difficulties associated with both, the encouragement of more symbolic reparative processes would help underpin other transitional processes, and perhaps even provide more forward looking strategies of justice, or, a more transformative justice (Boesten and Wilding 2015) .
The specific gendered characteristics of both war and transitional justice interventions demand a critical feminist perspective. The following analysis of gender and memory work in contemporary Peru is very much grounded in the conclusions I drew in my previous work on sexual violence in war and peacetime Peru (Boesten 2014) . First, manifestations of wartime violence and atrocity tend to take place along lines of existing inequalities and injustices, and sexual violence is a tool to forge and reproduce such inequalities. Hence, I see sexual violence as constitutive of gender per se, as well as of race and other divisions in society. This is not only a wartime strategy, but precedes it and continues afterwards. In addition, in Peru, more than twenty years of attention to violence against women in policy and law have not done much to mitigate or end sexual or physical violence in conflict or peace. 6 Secondly, I assume that -or wish to explore if -symbolic reparation, or memorial interventions, can not only generate empathy and respect, but potentially also question and unsettle known hierarchies. This could then be a tool for a form of gender justice that is more transformative, albeit less immediate. Transformative gender justice is here understood as the need, in periods of societal transition, to aim for the transformation of the underlying inequalities that provided the conditions in which specifically gendered harms were possible (Boesten and Wilding 2015) . Repair is not enough, transformation is essential. The caveat to such an enquiry is that representations of atrocity are framed by political contexts and alliances, economic pressures and opportunities, and the capacity for mobilisation around a particular narrative (such as gender). Memorial arts tend to focus on specific audiences, and tell specific stories that can only be told in specific spaces and contexts; hence, not all such practices are necessarily reparative or transformative to those who might need it most. In addition, specific political opportunities (e.g., access to elites or resources) are essential to memorial interventions being potentially transformative for broader society.
My main interest is to ask, how the gender of violence is represented in these hegemonic memory battles. I am looking for memory work that potentially unsettles existing hierarchies by forging change. Hence, I will examine the militaryconservative narrative of violence through a gender lens, followed by looking at the gender politics in human rights based memory works. Lastly, I will look at 'bottomup' narratives of violence. First however, I will set out what the 'memory battles' in Peru entail. generations. There still is too much at stake.
Remembering the Peruvian conflict
The TRC found that while Shining Path was the main culprit of the 69,000 people who were killed and disappeared in the war, the army and police were the main perpetrators of the thousands of rapes that took place (TRC 2003 My interest is in how Gavilán speaks about both masculinity and sexual violence in his narrative. The boy Gavilán enters Shining Path when he is twelve, and is fifteen when he is picked up by the army. In the army the boy is fed and kept warm -necessary in a very harsh climate with little food-and allowed to go to school. He is grateful, but violence is still the rule. Sex as well. In his memoire, Gavilán speaks about soldiers' sexual needs, satisfied using llamas and donkeys in places where women do not come, using 'prostitutes' in villages where girls are on offer, and 'special needs' are satisfied by extreme violence, gang rape, and indeed, rape of the young soldiers themselves. The latter is an untold story in need of further research.
But we knew about prostitution and forced prostitution in conflict zones, although the difference between voluntary and forced is not always clear-cut. Gavilán's testimony indicates why coercion and consent are blurred: soldiers and their superiors believed that young women in villages were just available -either you pay them, or you don't.
Songs sung by soldiers, and reproduced in the book, testify to the entitlement with which soldiers approached local girls. Gavilán himself also speaks with some pride, and in a later response, with some regret, about soldiers 'needs'. 13 The author recalls that sex workers -his term-were sent to military bases by superiors, were checked by health care workers, and paid for their services. Such regulated sex work is another history still in need of writing. But Gavilán also suggests entitlement, 'availability' of local girls, and soldiers courting young girls.
These latter are particularly ambiguous stories of what I would call forced prostitution, recorded also through testimonies given to the TRC; and I have written extensively about such practices (Boesten 2009 (Boesten , 2014 . This is the type of abuse that is most blurry in terms of justice, reparations, or even solidarity and empathy, as the boundaries between coercion and consent are contested by witnesses, perpetrators, and indeed the judiciary. Gavilán writes about the systematic abuse of young women in captivity, the gang rape, the cruelty, the torture and killing in a, according to some observers, anecdotal manner which fails to denounce. 14 Gavilán himself states that telling is denouncing, and after all this is testimony, not confession nor dissent. In suggests systematic abuse of young women, and cruelty -the 'innocent' girl is not only raped, but her dead body is being prepared to be raped again. In the military's narrative this did not happen, or at least, not on a systematic scale, so the narrative must be resisted, investigated and even brought to court.
In its response to the accusations from the Ministry, police, and prosecutor, the cultural establishment in Lima defended the makers of La Cautiva on the basis of cultural freedom, not on the basis that the play rightfully denounced the military's systematic rape of young women. The subject of rape was hardly mentioned, and if at all, certainly not in a way to denounce the perpetrators. Strategically, this was a smart move, as it made it possible for the conservative-military alliance to drop the charges.
But consequently, La Cautiva, despite its nominal recognition that sexual violence perpetrated by the military was widespread and normalised during the war years, cannot provide symbolic reparation to the victims nor unsettle gender norms. Where
Gavilán portrays sexual violence as lamentable but ultimately, collateral, La Cautiva uses sexual violence as an anecdote to bridge broadly shared feelings of guilt and disempowerment towards all innocent victims of human rights violations. The young dead girl being prepared for another round of gang rape provides the symbol of innocence: she is the girl in school uniform and later, in her white quinceañero dress.
In addition, she is already dead, hence, even the accusation of being the daughter of Shining Path members cannot stick to her as a legitimation for rape. Not only a rape victim, the fifteen year old Maria Josefa represents all those who were not able to defend themselves against indiscriminate violence; she is the innocent victim. In the debates in the media that ensued the play, the brutality or injustice of rape is not necessarily questioned itself. The act of sexual violence itself is imaginable, it is the innocence of the dead body that seems to be the subject of the play.
There are other accounts of rape in post-conflict literature, but again, these seem to be side-issues to abstract questions of silence, guilt, complicity, and even redemption. 15 This is particularly evident in the 2005 novel La hora azul, written by eminent Peruvian author Alonso Cueto. The novel tells of a well-to-do Limeño lawyer who discovers that his deceased father, who was a professional military, had held a young girl for several weeks in his quarters when he was stationed in the highlands during the war. The father had let her escape -instead of killing her-suggesting, according to the author/son, that she was actually an enamorada, a lover, rather than a victim of rape and abuse. The son traces the girl, and her young son, possibly the protagonist's father's, in post conflict Lima and establishes a sexual relationship with the woman. He repeats his father's sins; but, instead of reflecting on the sexist and racist violence at the heart of these relationships -the son, and the author, and his critics, reflect on silence in relation to the war (how could I not have seen this?), guilt (why didn't I stop it?), and redemption (I am now approaching the victim and her son, and I will make good, with money and perhaps with love). One reviewer of the book even inferred a start of a reconciliatory process through this novel, instead of the sadist colonial desire it seems to reflect. 16 Strikingly, the image on the front cover of La hora azul shows the seductively-looking (mouth slightly opened, eyes directly into the camera) face of a young girl with indigenous features, telling us that this is a novel about an attractive young woman, not about violence and rape. 17 Considering the widespread praise -including a literary prize-the book received in Peru and beyond, we could argue that instead of providing any symbolic reparation, or even recognition, to rape victims, the book actually harms the case for gender justice as it dismisses the victim's claims for any form of justice.
An important issue that emerges from both the example of La hora azul as well as from the play La cautiva, is that of class: these are cultural productions created by and for urban middle classes. These urban middle classes were themselves little affected by the violence, and if at all, mostly indirectly. The purpose of these productions, then, is raising awareness about the history of violence to younger middle class audiences, but also to deal with the feelings of guilt for not having seen nor having intervened in the tremendous violence experienced by other groups in Peruvian society: indigenous people, rural people, lower urban middle classes, women. These productions are not apologies and were not meant as such, as they are not directed at those groups who would deserve them, they are introspective reflections on one's own blindness. The fact that sexual violence, or the plight of women, is not at stake in these two productions (the novel and the play) should not surprise us then; it is the self-consciousness of the upper-middle classes that is at stake.
The victim-survivor narrative: Motherhood caught between two fires
Moving beyond urban middle classes and military narratives, what about memorial arts produced by victim-survivors? There is a large amount of arts produced by those directly affected by the violence of the 1980s and 90s, and that complement official memory work produced by the TRC and Lima-centred arts. There are those who use local artistic traditions to narrate histories of violence, such as retablos and tablas de sarhua -mainly wood paintings-, and songs such as Huaynos which not only record and observe, but also narrate specific interpretations of the violence. 18 The overall perspective that can be read in these memory works is one that emphasises a population caught between two fires -Shining Path on the one hand, and the military on the other. While reality was much more complex, showing a population that actively took and shifted sides and allies according to specific local interests and contexts, a 'caught between two fires' narratives helps erase or soften culpability and gives everyone -those who have to continue living together, sometimes in the same community-a claim on victimhood. This is also the narrative that can be read in the images produced by participants in a post-TRC, NGO-led, Shining Path and MRTA. In the forefront of the picture, we see a skeleton, lying underneath a dying child and we see a woman lying on the ground, her clothes ripped, breasts bare, legs wide, and bleeding. Soldiers hover above her. In the right hand corner, opposite the emaciated and amputated man, we see the head of a woman, her hand in front of her eyes, tears falling. The crying woman is also a mother: she has a knot under her chin referring to the cloth she has around her neck, in which babies are carried.
In this picture, rape is portrayed as one of many violences, and having many perpetrators. While central to the image, rape is also grouped alongside other atrocities; it does not stand alone, and is not shown to be an exception in this Huancavelican theatre of war. This reflects some testimonies presented to the TRC, where women would tell of the torture they underwent, in which sexual violence was but one element in long and horrid periods of terror. This image might be a reflection of this: sexual violence against women is not particular, but rather, should be seen as part of overall violence. shown, there is a woman carrying a baby on her back, and a young child at her hand.
They carry candles for light. The mother's gaze is haunted but fierce. The author places motherhood central as well as separate from the violence, symbolising the innocence of those caught in between. In both images, a mother is centralmotherhood serves as an identity, and as a symbol of innocence, in an otherwise messy conflict with many perpetrators. The mother allows for a confirmation of the population as 'caught between two fires'.
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Motherhood is, of course, a tried and tested identity to collectively challenge state violence as well as in truth telling and memory construction (Jelin 2002) : the best-known case is the activism of the Madres de la Plaza de Mayo in Argentina, who challenged the violence of the state through persistent questions regarding the disappearance of their children. The symbol of the mother who searches for her children is a strong image: as they look for their children, they cannot be seen as political actors, as children are always innocent, mothers caring for them cannot but do so in innocence. Mothers and their children become politically untouchable.
Although both mothers and children are also slaughtered and tortured in most theatre of wars, and certainly in the Peruvian conflict, this cannot be done in the public eye as it would lead to a de-legitimisation of a military that is 'heroically fighting terrorism and protecting the nation'. This idealization of mothers as politically innocent has fed into the power of motherhood as identity in public political resistance in the Southern cone, as well as in Peru (Kaplan 1982 , Jaquette and Wolchik 1998 , Eckstein and Garretón 2001 .
In Peru, the use of motherhood as political identity for political activism finds its roots in networks of community-based organisations in which women organised basic services in light of state failure to do so. These clubes de madres, clubes de damas, and, comedores populares emerged especially in semi-urban areas where poor people tried to make a living and a home, often after migrating from rural to urban areas. Women would not only cook or organise childcare, but they would join national strikes and they would march in defence of their communities or their rights (Barrig 1988 , Blondet 1996 . During the years of violence, this experience was used to set up women's networks throughout neighbourhoods and provinces to help share information, search for disappeared, and indeed, stage public protests against the political violence and economic austerity imposed on people (Barrig 1994 , Coral 1998 However, there is also a loud silence in the women's denunciation: there is no reference to sexual violence in these displays. Considering it is largely the work of women who lived through the conflict in Ayacucho, this might be surprising. The sexualised violence perpetrated against women, including women connected to ANFASEP, is, if not plainly denied, then at least obscured in the presented narrative.
Instead of narrating such highly personal and intimate violence, ANFASEP reproduces the image of the mother-witness: strong survivors of war, suffering because of the loss of loved ones, brothers, sons, and husbands (Tamayo 2003 p.109, Jelin 2002 . In doing so, the museum also narrates the heroic nature of the resistance of the women, thereby subverting the masculine heroic narrative of war and violence (Saona 2014 p.111) . Such subversion helps shift emphasis and undermines the legitimacy of male violence. At the same time, women's collective action against organised violence also conforms to the idea that women are naturally more peaceful, and men naturally more violent. In that sense, such activism, however important in countering the legitimacy of violence, also confirms and entrenches gendered stereotypes.
Conclusion: Gendered memory work and symbolic reparation
Perhaps we should then conclude that these contemporary representations of the violent past reproduce the basis of gendered inequality instead of unsettling them: Arguably, this has created an introspective process, rather then a process of recognition and respect. 10 The Lugar de la memoria, la tolerancia y inclusion social (LUM), a national museum to remember, funded by the EU and by the German government, has received little support from the current and previous governments, and its position and future seems precarious. Arguments over who is in charge, under which Ministry, and with what purpose are continuous. El ojo que llora, a monument in a central Limeño park designed and made by the Lima-based artist Lika Mutal, was several times vandalised by supporters of the Fujimori clan, see : Drinot 2009. 11 These divisions are also currently being played out in the response to mining conflicts in the country -with a neoliberal, conservative sector responding to social unrest by militarising social protest, and hence, making things potentially much worse, and a human rights community using the law, democratic consultation, and support for the underdog (rural communities protesting infringements on their land) to defend human rights. Hence, these memory battles are not only backward looking, are not irrelevant to contemporary generations, and cannot be relegated to the past. 
